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19th CENTURY GALLERY
Edward Moran, (1829 “ 1901), American
Autumn Landscape
Oil on Canvas
7 x 12£ ins. 78-P-219
Born in England, Moran and his family came to America in 18̂ +4 where he 
and his two brothers, Thomas and Peter, pursued careers in capturing 
America's scenic wonders with all its seasonal variations. Having 
studied with Paul Weber and James Hamilton, Edward was considered an 
established Philadelphia artist by 1857,concentrating on painting, sea­
scapes and historical scenes. He went to England in 1862 to take up 
further studies at the Royal Academy, returning in 1867 and shortly 
thereafter establishing himself in his own studio in New York City.
Here he became associated with the "Hudson River School" —  America's 
first indigenous group of landscape painters. Their desire to record 
the spirit and splendor of America's wilderness was influenced by the 
prose and poetry of such American literary figures as Ralph Waldo 
Emerson, William Cullen Bryant, and James Fenimore Cooper. In general, 
such artistic movements reflected a sense of national pride in the 
beauty of America's newly discovered wilderness.
This carefully executed landscape with its subtlely blended background 
atmosphere, and its objective rendition of nature's elements in the fore­
ground, exemplified a reverence to record what was actually seen. There 
is no apparent need here to embellish or idealize, incorporating 
religious or allegorical narrative,as was the case with some artists 
belonging to this group.
19th CENTURY GALLERY
Christian Schuessele, (1824 or 1826 - 1879), American
Lager Beer Saloon, 1851
Oil on Canvas
21 x 25 ins. 78-P-209
Academic portrait, landscape, historical and genre painter, (though better 
known for his works in the latter two categories), Schuessele was born in 
the French province of Alsace, attended the Art Academy in Strasbourg in
1841, and studied with Paul Delaroche and Adolphe Yvon in Paris around
1842. The revolutions of 1848 and his contact and eventual marriage with 
the daughter of an Alsatian lithographer living in Philadelphia led him
to emigrate to America. In Philadelphia, he found employment as a chromo- 
lithographer for P.S. Duval, and remained here for the rest of his life. 
Although supplementing his income by printmaking, Schuessele1s real in­
terest lay in genre and historical painting and he completed a number of 
works which gained favorable critical acclaim, and were later popular­
ized in engravings by John Sartain. By 1854 his reputation as a painter 
was firmly established and he was able to devote full time to this 
professi on.
Among the early works which earned him such recognition and the second 
one completed after his arrival in America was Lager Beer Saloon of 1851, 
exhibited at the Franklin Institute that year where it received a First 
Premium. A contemporary account of this painting was published in 
Sartain1s Union Magazine of Literature and Art, June, 1852, by George 
W. Dewey. “ ... This picture has been pronounced to be one of the best, 
if not the very best picture of its class, that has ever been produced 
in this country. It is totally different in its manner from the pictures 
of Mount, Bingham, Ranney, or Edmonds."
A frequent exhibitor at the Pennsylvania Academy of Fine Arts, Schuessele 
became superintendent there in 1868 and was shortly thereafter elected 
to the newly established chair of Professor of painting and drawing. 
Although afflicted with palsy in 1863 and thus, only able to complete a 
few paintings thereafter, Schuessele retained his position of Professor 
at the Academy until his death in 1879 when he was succeeded by his former 
assistant and colleague, Thomas Eakins.
The particular drink, the various effects of which the artist has so 
clearly demonstrated in the faces and stance of each participant, was 
introduced in the 18401s by the German emmigrants, who brought with them 
a special yeast which permitted the production of Lager Beer.
19th CENTURY GALLERY
Eugfene Boudin, (183*+ - 1917), French
Plougastel. Le Passage Du Bac, 1870
Oil on Panel on Board
9ij x 13j ins. 78—P-213
Boudin, the son of a ferryboatman lived amongst and painted the beach 
and harbor scenes along the coast of Normandy, capturing its everyday 
activity and the transient weather conditions. He was Claude Monet's 
teacher, and may be considered a precursor of the Impressionist style 
which flourished in France during the 1870's and 1880's. Indications of 
this style can be seen in this coastal scene: the de-emphasis of line 
to describe form and the use of flat sketchy and spontaneous brushwork 
to evoke a particular instant, the point at which the windy, blustery 
sky signals a brooding storm. Such characteristics signified the dis­
content with the complacency of the neo-classical, academic style dictated 
by the French Academy, with its emphasis on line and rigid delineation 
of form, usually of a heroic or idealistic subject matter, (See Ingres.) 
The main concern here is the evocation of an instant outdoor view the 
way the eye would see it. The effect of visual sensations of atmospheric 
light and color would be scientifically studied and further developed 
by the Impressionist School and may be considered the first step towards 
abstraction in painting, which reached its apogee by the middle of 
the 20th century.
19th CENTURY GALLERY
John Frederick Herring, Senior, (1795 - 1865), English
Mr. Issac Day's “Caravan11
Oil on Canvas 
22 x 30 ins.
78-P-218
Given by Richard M. Thune, Esq.
Regarded as one of the most skillful painters of thoroughbred horses, 
Herring received commissions from such illustrous personages as George 
IV, Queen Victoria, and the Duke of Orleans. As a young man he was 
employed as a painter of inn signboards and coach insignias, painting 
portraits of horses in his spare time. The latter activity soon led 
to commissions from local owners of race horses and before long he was 
able to devote full time to painting. He may be considered largely self 
taught, for it was not until 1833 that he received formal instruction 
from Abraham Cooper, R.A., at which time he was already a prolific and 
successful painter.
English sporting scenes involving the horse, such as hunting, riding, 
and racing, as well as single portraits of thoroughbreds, were immensely 
popular in England during the 18th and 19th centuries amongst the English 
country gentry. The "Cult of The Horse" continues today and its reflection 
in art is perhaps well stated by Henry Angelo in his Reminiscenses of 
1904: " ... it was the fate of painters of sporting scenes to become
pets of those lordlings who prefer a racer to a Raphael and a stud to 
the studio of Michelangelo."
Attributed to: 
S6bastien Bourdon,
17th CENTURY GALLERY
(1661 - 1515), French
The Holy Family Crossing A 
Fjord during the Flight into Egypt
Oil on Canvas
37-3/4 x 51-3/4 ins. 78-P-211
Bourdon, one of the founders of the French Academy (1648), adopted 
a variety of styles, but the orderly and logical composition seen 
in this painting points out his prominence as an artist working 
within the classical tradition of the Baroque style. Greatly in­
fluenced by Claude Lorain and Nicholas Poussin, Bourdon escaped 
the regimentation of the court of Louis XIV in Paris and went to 
Rome from 1634 to 1637. Here he achieved his training, copying and 
receiving inspiration from classical antiquities and the works of 
such contemporary Italian masters as Castiglione, Domenichino, and 
Pietro da Cortona. In this painting the forms are clearly and pre­
cisely outlined, the focal point of this Biblical subject being 
the holy figures of Mary and the Christ child. All gestures of 
the other figures, the lines of other forms, the light, and the 
highest intensity of color, concentrate and lead the spectator's 
eye toward these central figures.
Although the scene indicates motion of figures through space, 
associated with the Baroque style, it retains a formal dignity; 
the action is gentle and nothing disturbs the general tranquility 
and control of the whole as compared to the intensely dramatic 
narrative of religious events seen in the paintings by Trophifeme 
Bigot and Antonio Molinari.
As the background landscape lacks the clarity and sense of depth 
usually associated with Bourdon's works, it is suspected that this 
portion of the painting was executed by a pupil or assistant work­
ing in his studio.
17th CENTURY GALLERY
Attributed to:
Theophile (Trophieme) Bigot (called Trofamond), 
(1579? - after 16^9), French
The Lamentation of Christ
Oil on Canvas
37i x h3 ins. 77-P-200
One is struck by the physical immediacy and simplicity of approach 
in this painting. Although little is yet known concerning his life, 
Bigot belongs to the dramatic aspect of Baroque painting where the 
emphasis was on the emotional rather than the intellectual expres­
sion of religious narrative and whose chief exponent was the Italian 
master, Michelangelo Merisi da Caravaggio (1573-1610).
Here the spectator is encouraged to participate in the agony and 
suffering of Christ. This is achieved by such dramatic devices 
as the strong contrasts of light and dark (chiaroscuro) which illumi­
nate and define the figures, clearly and realistically depicted 
from a close-up point of view with no other elements in the back­
ground to distract our attention.
The subject of the Lamentation does not appear in the Biblical 
text, but was developed as a visual supplement to the text in 
Byzantine art as early as the 11th century. The depiction of the 
Lamentation in western art usually incorporates more mourners, 
is often combined with scenes of the Deposition and Entombment, 
and was frequently represented in 17th century art as an effective 
means to heighten religious fervor during the period of the 
Counter-Reformation.
20th CENTURY GALLERY
Norman C. Blarney, R.A. , (191 if - ), English
The Red Night Shirt
Oil on Mason i te
5k x 5k i ns 77-P-203
Blarney, educated at the Holloway School and the Polytecnic School 
of Art, London, has been a senior lecturer at the Chelsea School 
of Art since 1963, and visiting teacher at the Royal Academy 
Schools, London, since 1975.
This very realistic, unidealized portrait of the artist's son is 
an example of the new or super-realistic style of painting which 
developed in the late 1960's, paralleling Pop Art. This interest 
in representational art had been essentially out of style in the 
20th century, and its revival was partially incurred by a reaction 
to the impersonality, subjectivity and complexity of previous 
styles: abstract expressionism, surrealism, and formalist treat­
ments of line, color and form. Such a reaction led artists to 
depict objects so that the viewer would be startled only by the 
illusion of their physical presence. This is achieved here by the 
life-size proportion of the objects, the bold patterns of color, the 
very frontal stance and glance of the figure, and a background 
devoid of all extraneous elements. The viewer is left only With a 
physically descriptive portrait which gives no indication of the 
person's inner personality.
20th CENTURY GALLERY
Nicola D'Ascenzo, (1869 - ), American
78—P—21 2 
Given by 
A. Bower
The Lace Maker
Oil on Panel 
13-5/8 x 10-5/8 ins.
The Rev. Msgr. Walter
Born in Torricella, Italy, D'Ascenzo came to America in 1882 where he 
became the founder of what was to become the internationally reknown 
D'Ascenzo Stained Glass Studio in Philadelphia. This studio, which was 
inspired by the medieval guild system continues today in Merion, Penn­
sylvania. With the exception of design studies undertaken at the 
Scoula Libera, Rome for a brief period, all of his formal training was 
at American institutions: The Pennsylvania Academy of Fine Arts, The 
Pennsylvania Museum School of Industrial Art, and The New York School 
of Design.
Although he gained considerable reputation as an oil and watercolor 
painter, it is his work in the area of stained glass design for which 
he is most widely remembered. His work may be seen in such well known 
buildings as Valley Forge Memorial Chapel, Riverside Church, New York, 
the National Cathedral, Washington, DC, the Chapels of Yale and Prince­
ton Universities, and the Fidelity Trust Company, Philadelphia.
t
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Attributed to:
Justus Sustermans, (1597 - 1681), Flemish
Marchesa della Rovere
Oil on Canvas
kS x 381; ins. 78-P-210
As this painting comes to us without provenance and other essential 
documentation needed for cataloguing, much research must be conducted 
before the artist attributions and subject can be confirmed.
By 1620, Sustermans was a reputable portrait painter and was called 
from Flanders to Florence, Italy where he became court painter to 
Cosimo II de Medici. Here he painted a number of portraits of 
Ferdinand II de Medici (later Grand Duke of Tuscany) and his wife, 
Vittoria della Robere. Thus, the question arises as to whether 
the subject is perhaps incorrectly titled Marchesa rather than 
Duchess, whether she is a relative of Vittoria della Rovere, or 
neither of the above.
The artist has answered the desires of his patron, producing a 
portrait befitting his subject's noble ranking —  a self-confident, 
dignified and aristocratic lady in control of her own destiny.
Her costume, pose and attitude define her social status. Her flaw­
less complexion and neutral expression produce, in a sense,an ideal­
ized image but an image by which the subject would want to be re­
membered for posterity. As portrait artists of this time had to 
submit to flattering their subjects, the ability to capture a 
physical likeness of the sitter formed the basis by which to judge 
their skill.
The costume of the Marchesa, with its carefully executed detail, 
reflects the Spanish influence in fashion which pre-dominated during 
the second half ot the 16th century and whose main features were 
to remain in evidence until the second half of the 17th century.
Such characteristics of this style are the dark, somber colors, 
preferably black, of the garments, the stiff, high collar and 
cuffs, and in general a formality and stiffness of clothing* 
although without the tight lacing and farthingale used in the 
previous century. The flat-top hairdo with curls at the side and 
absence of head piece or hat is characteristic of early 17th century 
women's fashions.
